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Autobiographical Note
As a child, I was interested and directed enthusiastically
by my parents towards gaining a substantial body of knowledge to
form my perspective and intellectual in arts. Because of my inter
est in arts and design, I entered the Department of Architecture in
Chulalongkom University. Here, I learned to develop my creativity
which I think is one of the most important abilities that can be used
in my everyday life.
My first interest in ceramics was aroused by my visit to a
ceramic work shop in Chiang Mai,a major city of ceramic work in
Thailand. After that day I had a strong desire to try my hands at
making things from clay. Fortunately, during my school years, I had
some opportunity to work with clay for my design fundamentals
class. I found that the more I learned and worked with clay, the
more I was infatuated with it. This class occupied all of my atten
tion and increased my interest to expand my knowledge in clay.
After finishing school, I took some ceramics courses with
Mrs. Urasayananda, a very sympathetic teacher. She is the first
person who inspired me to pursue my advance study in ceramics.
Also, my ideas of the future goal began to change shortly after I
spent more time studying history of Thai ceramics and also con
temporary ceramic art in Thailand. I found my deep intention not
only to work with clay, but also to develop and increase public and
artists'
awareness of ceramic art in my country. Coincidentally, the
Royal Thai Government was looking for someone to study ceram
ics in the USA and return to be an instructor at Chiang Mai
University. So, I eagerly took this chance to further my study here
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with hope that this would be the beginning point to achieve my
goal.
Ceramics in Thailand has always been very much a part of
people's life. It derives from simple folk art created for everyday
use in conjunction with the lifestyle of people from ancient times.
At present it has become mass-produced work serving mainly as
functional and ornamental objects. Although the history of Thai
ceramics dates back to pre-historic time, there has been very little
development of the clay movement since then. Economic and
social change has caused a real break in cultural continuity. Artists
have been forced to ignore the value of cultural heritage and turn
away from their traditional preoccupation's to a new world, more
and more frequently a world of the tourist. Realizing this critical sit
uation, I hope to play some role in improving contemporary ceram
ic art in my homeland after I finish my studies here.
I believe that the best way to develop contemporary ceram
ics art in Thailand should begin with upgrading the quality of new
ceramic artists and enthusiasts by using the educational system.
The goal of this education is the development of individuals with
improved attitudes, knowledge and skills to communicate or inter
pret the meanings of human experience through ceramic work.
This development is very necessary because the full value of an
art object cannot be realized if people are incapable of making crit
ical judgments. It is my belief that artistic attitudes are the most
necessary aspect to bring about the creativity which seems to be
lacking in Thai ceramics. One of these attitudes is the understand
ing of clay as a media of unlimited potential and an open-minded-
ness towards the different forms or styles of arts while still retain-
ing the value of cultural heritage.
After finishing my study here, I will work as an instructor at
the department of Fine Art at Chiang Mai University. Chiang Mai
province, known as a major city of ceramic work and folk art in
Thailand, is the right place for me to increase public awareness
and to disseminate my attitude, knowledge and skill through teach
ing and researching. I believe that this will bring about the future
development in contemporary ceramic art and increase the value
of future cultural heritage.
Introduction
Clay, formless in the earth, is laden with potential. It
responds to shaping, drying and firing. Ceramics can manifest its
original-clay, water, fire-which are humble yet at the same time
monumental. It is such an ancient craft that humans have been
involved with these elements for many thousands of years. There
is a sense of timelessness and unity with people of other cultures
who used almost the same materials and skills, who had similar
joys and satisfactions. Working with ceramics, I feel like being a
continuing part of past and present as I can communicated with
those people by using ceramics as the universal language. As a
medium, ceramics can be created into great beauty of form, tex
ture and color and its expressions are variety and unique. This rich
potential give me the best opportunity to create my own way to
express myself.
My work in the first year here was mostly about my person
al emotions, feelings and also my perspective on life. This is
because when I first came here, I found it was extremely difficult to
express how I felt in English. I could not communicate with others
on any meaningful level so I did not feel comfortable making com
panions. At that time there was no other way to express my feel
ings than by talking with clay and that was the first time that I real
ly listened to what the clay had to say . This made me appreciate
one of Michael Cardew's observations made in Ceramics Art
Comment and Review and Pioneer Pottery that I read a year
later,
...finding out what the material wants to say is the only way
of saying anything through the material.
and
a good potter cannot treat his raw material merely as a
mean of production; he treats them as they deserve to be
treated, with love. He cannot make things merely as uten
sils; he makes them as they have the right to be, as things
with a life of their own.
The body of work described in this thesis is also about my
perspective on life. It is more specifically about the appearance of
humans in society. My thesis investigation has utilized the human
figure to articulate the concept that people cloak their true internal
selves with layers, so that they can cope with a modern world full
of stimuli, information overload and news of devastation. My
source material for this body of work was derived from observing
people, natural phenomena and objects in nature such as rocks,
minerals, lava, fossils and pattern in nature. These observations
have enabled me to have a solid understanding of the formal con
siderations of visual art, which I have employed in my sculptures.
Making ceramics helps me to learn more about life. It is not
a mask or a forced thing. Working with clay is very much involved
with the individual and therefore is a vehicle to speak of my reac
tion to other people. I think that my works are the reflection of my
development as a person.
Appearances as Metaphor
As a result of technology and our world's accelerated
rhythm, we tend to lose human connections between one another.
We are bound to become insensitive as a natural product of mod
ern day pressures and stimuli overload. We simply receive too
much devastating news that is happening in the world, too much
information which we cannot cope with. We react to all of this by
protecting ourselves from too much emotional receptivity. This
reaction denies inherent human feelings. We are forced to harden
ourselves with layers of protective shell. Little by little, day by day,
we conceal ourselves in a lifeless, rocky shell. Eventually the shell
we have created becomes part of us.
To perceive an invisible individual inside others, we have to
use our bodies, our minds and our hearts as receptors and use
our sensitivity as a sharp knife to cut through the rocky protection
outside. What we find is a genuine self that is totally different from
the appearance outside.
The rock form and human figure are the metaphor I have
worked with to illustrate this philosophical viewpoint. The concept
of the human figure inside the rock as a representative of a shell,
the protective layers from an often painful reality of today's world,
has been the language I have constructed and utilized to convey
this message.
Beyond the Appearances
Beyond The Appearance #1-3 and The invisible
Appearance #1-10 are the reflection of my perspective of human
in society that was mentioned in the previous chapter. The physi
cal description of these works will be described as a group or indi
vidual in the following criteria.
Scale was my first physical concern when I began to work. I
chose to work with an intimate scale for sculpture because I want
ed my works to be very humble, quiet and heart-catching yet dis
creet. While I do not think that my works reflect my particular
Eastern feeling, my attitude towards life and work has been influ
enced by Buddhist and Tao philosophy. I found the essence of
being humble as it is said in this Tao poem:
Be utterly humble
And you shall hold to the foundation of peace.
Beat one with all these living things which, having arisen
and flourished,
Return to the quiet whence they came,
Like a healthy growth of vegetation
Falling back upon the root
Acceptance of this return to the root has been called "qui
etism,"
Acceptance of quietism has been condemned as "fatalism."
But fatalism is acceptance of destiny
And to accept destiny is to face death with open eyes,
Whereas not to accept destiny is to face death blindfold...
The work is intended to exhibit in a very quiet corner that a viewer
can only find by chance when he/she has enough time to explore
and observe. Because of its size, the viewer who is interested in it
should come closer in order to see the details that I intentionally
put in my pieces.
The glaze and color that I chose for my works are also influ
enced by Buddhist and Tao philosophy. Because I was fascinated
by the subtleties of clay, I found myself increasingly reluctant to
cover the clay with glaze. I was often satisfied to wash the surface
with oxide and smoke it with combustibles to emphasize the inter
play between clay, hand and fire. I have also investigated the use
of raku glazed and post-firing processes to convey this connection
between clay , hand and fire. In raku, there is endless variety and
the unexpected. The subtleties in color, the richness of the sur
face, and the unpredictability of technique are also my reasons for
using raku. Furthermore, I was intrigued by the challenging
processes of raku and found that the response of the individual to
the challenges of the clay, the glaze, the fire and to the moment is
the essence of it. Almost all of my works were finished with raku
glaze, oxide wash and post-firing processes. Only Beyond The
Appearance #1 and2 were finished with slip glaze and oxide
wash.
I chose the rock form which is solid and hard, that one
never imagines contains something , to represent the appearance
of the human. The variations of form, color and texture of rocks
that I made represent how individual appearances differ from
each other. Some rocks are beautifully smooth, others rough;
some are porous, others extremely dense, some light and some
8
are very heavy; some have veins and cracks, others bubbles and
striation. At the same time, this similarity of the surface qualities
and scale helps to bring together the sculptures as a cohesive
body of work.
A human figure inside the rock represents the genuine self
beneath the appearance. In Beyond TheAppearance #1,2,3, I
made the figures so obvious that the viewer can respond to it
immediately. While in The InvisibleAppearance#1 -6, I used just
the negative space that has the outline of human figure to repre
sent the genuine self. This negative space also has the meaning
of being present and absent at the same time. This is dependent
upon the viewers perception. This is what happen to our lives,
sometimes we have to look at things in the opposite way in order
to understand it. In The Invisible #7-10, this negative space was
made clearer by letting the light go through it on both sides. Even
though the figure is more emphasized, it is easier for the viewer to
see through it and lose his/her gestalt of figure. From this, I want
ed to remind the viewers of the illusion that is the trap to obstruct
the perception of the reality. Also, by using different degrees of
abstraction of figures, I wanted to suggest that there are so many
kinds of people that we can or cannot perceive their genuine
selves in our life. The distorted anatomical and attenuated flesh-
less figures are used to suggest that these figures are restrained
in these rocks for a long time like fossils which were once-living
animals. These figures are in varied poses, each pose is intended
to convey individual characteristic of genuine self.
As part of my content, I paid much concern about the con
trast and the similarity of the rock and the figure in terms of form,
color and texture. While the form of each rock in The Invisible
Appearance#1,3,5,6, 10 and Beyond TheAppearance#1,3 are
similar and imply the form of each figure inside, the shape and
form of each rock in The Invisible Appearance#7,8,9 are totally
different from each figure inside. While the outer surface of The
InvisibleAppearance#3 is smooth and shiny, the inside of it is
rough and ashy. The surface and color were also treated in many
different ways by intention to suggest the relationship of the gen
uine self and the appearance. Also, the contrast of the smooth
ness of the man-made sharp cut surface and the roughness of the
rock surface emphasize that the rocks were cut by intention in
order to search for something inside. While in Beyond the
Appearance #1,3 the roughness of the broken surface implies that
the rocks were broken off by accident or may be by force.
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Technical Information
Most of my pieces were slab-built to obtain the basic form,
then were distorted, modeled and built-up using coils. Once the
basic building was done the piece was beaten with wooden paddle
and scraped to finalize and tighten up the form. The surface treat
ment was made when the piece was dried to the leather hard
stage. The sharp cut surface was made by smoothing over with a
rubber kidney and then burnishing by using the back of the spoon.
Textures and details were made with carving and impressing sur
face textures. Also, some organic materials that could be burnt out
during the bisque-firing, like rice, pasta and paper, were mixed into
the clay and added to the surface to create specific textures.
Alternatively, the surfaces were left unaltered from the rolled out
slabs, the stress of the clay as it was worked forming small sur
face lesions which can add life to the work.
Before bisque-firing, oxides and borax were painted on,
building up a depth of rich color and shiny surface. Glazes were
applied after the bisque-firing either by brushing or spraying one
layer over another. Some areas were masked while glazing to pro
vide raw clay to be darkened when smoked.
The piece was raku fired and reached the temperature with
in two or three hours after which it was removed to the reduction
bin. Post-firing reduction took place in this bin containing saw-
dust.The big and thick pieces were left cooling very slowly while
others were then removed and cooled with a gentle spray of water.
The rapid cooling tends to accentuate certain colors, particularly
oranges.
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The pieces were then applied some parts with Kate&Rick's
etching cream to decrease the shine of the glaze. With raku
glazes, this etching cream can eat off outer layer of the reduction
surface and expose the oxidation surface of the glaze beneath,
which gives me more variety of glazes to play with. Nevertheless,
this cream can leave some white fog over the matte surfaces.
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Red Clay Body
Red Art 30
Foundry Hill Cream 30
Hawthorne 20
Coarse Grog 20
Mam's Brown Slip Glaze (cone 06)
Red Art 70
Cryolite 28
Borax 2
Matte White Glaze (cone 4)
Cornwall 50
Whiting 6
Dolomite 23
China Clay 21
Matte Raku Glaze
Copper Carbonate 15
Feldspar Kona 4 15
EPK 10
Bronze Raku Glaze
Gerstley Borate 40
Frit 3110 40
Nepheline Syenite 20
Copper Carbonate 8
Iron Oxide 2
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Burgundy Matte Raku Glaze
Colemanite 50
Talc 30
Nepheline Syenite 20
Add: Copper Carbonate 3%o
Copper Matte Raku Glaze
Copper Carbonate 90
Frit 3110 15
Bentonite 0.5
Copper Luster Raku Glaze
Colemanite 82
Cornwall 18
Add: Cobalt Carbonate 3%
Copper Carbonate 5%
Oil Luster Raku Glaze
Ferro Frit 3134 48
Gerstley Borate 50
EPK 2
Add: Copper Oxide 2.5%
Manganese Dioxide 1.o%
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Conclusion
My thesis investigation has utilized the human figure, the
rock form, the concept of illusion, the formal considerations of
visual arts and the visual information born out of my observations
of nature, to speak of the complex and multi-dimensional charac
teristics of human existence.
Working with my thesis works, I realized that my perspec
tive in life had changed from when I was in Thailand. The reasons
for this change are not only because I am getting older, but
because the shock I had of going from one culture to another sud
denly enabled me to see more sharply. Furthermore, in the past
two years, I used my works in a secluded way to think more clear
ly and gain a better understanding of myself and the world around
me.
As I spent the past two years accumulating the knowledge,
technical methodologies and sharing a blend of personal experi
ence and attitude in the country where so many of the twentieth
century's development in clay originated and have been steadily
interwoven, the approach to achieving my goal is much clearer.
It is my goal to not only speak through my work with clay, but to
share my knowledge with the people in my country. I hope to play
some role in the evolution of contemporary Thai ceramics by
increasing public and
artists'
awareness of ceramic art and helping
others to understand clay as a media of unlimited potential.
Working with clay is like an adventure into the unknown
land. The image was discovered rather than planned and execut
ed. Even though my adventure of coming to a new country and
15
discovering my own way to work with clay is almost over, there is
another adventure in clay waiting for me in my homeland.
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List of Plates
1 . Beyond the Appearance #1 matte raku oxidation firing
(1 8"x7"x5") Duncan's fire dance
black and red iron oxide wash
2. Beyond the Appearance #2 Mam's brown slip oxidation firing
(1 4"x1 6"x1 3") Duncan's fire dance
black iron oxide wash
3. Beyond the Appearance #3 Mam's brown slip
(11"x8"x8") matte white
matte raku
oxidation firing
raku, post-firinc
4. Invisible Appearance #1
(16"x10"x10")
matte raku raku, post-firing
black iron oxide wash,
borax, etching cream
5. Invisible Appearance #3
(16"x10"x9")
bronze raku raku, post-firing
black iron oxide wash,
borax etching cream
6. Invisible Appearance #4
(9"x14"x12")
copper luster raku raku, post-firing
black iron oxide wash,
borax etching cream
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7. Invisible Appearance #5
(6"x17"x12")
bronze raku
matte burgundy
black iron oxide wash,
borax etching cream
raku, post-firing
8. Invisible Appearance #6
(6"x20"x15")
matte raku
oil luster raku
black iron oxide wash,
borax etching cream
raku, post-firing
9. Invisible Appearance #7
(14"x14"x3")
copper matte raku raku, post-firing
black iron oxide wash,
borax etching cream
10. Invisible Appearance #8
(8"x18"x4")
copper luster raku raku, post-firing
black iron oxide wash,
borax etching cream
11 . Invisible Appearance #9
(17"x13"x5")
copper matte raku
red bronze raku
black iron oxide wash,
borax etching cream
raku, post-firing
12. Invisible Appearance #10
(13"x10"x3")
matte burgundy raku raku, post-firing
black iron oxide wash,
borax etching cream
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